Background. The creative arts Á music, film, visual arts, dance, theatre, spoken word, literature, among others Á are gradually being recognised as effective health promotion tools to empower, engage and improve the health and well-being in Indigenous youth communities. Arts-based programming has also had positive impacts in promoting health, mental wellness and resiliency amongst youth. However, often times the impacts and successes of such programming are not formally reported on, as reflected by the paucity of evaluations and reports in the literature. Objective. The objective of this study was to evaluate a creative arts workshop for Tłįchǫ youth where youth explored critical community issues and found solutions together using the arts. We sought to identify the workshop's areas of success and challenge. Ultimately, our goal is to develop a community-led, youth-driven model to strengthen resiliency through youth engagement in the arts in circumpolar regions. Design. Using a mixed-methods approach, we conducted observational field notes, focus groups, questionnaires, and reflective practice to evaluate the workshop. Four youth and five facilitators participated in this process overall. Results. Youth reported gaining confidence and new skills, both artistic and personal. Many youth found the workshop to be engaging, enjoyable and culturally relevant. Youth expressed an interest in continuing their involvement with the arts and spreading their messages through art to other youth and others in their communities. Conclusions. Engagement and participation in the arts have the potential to build resiliency, form relationships, and stimulate discussions for community change amongst youth living in the North.
anxiety and stress reduction, mood improvement, increased self-awareness, self-esteem, self-worth and identity, ability to make meaning and to cope with challenging experiences.
The arts also play a significant role in Indigenous cultures around the world (3) . The Aboriginal Healing Foundation (AHF) has produced a report outlining the ways in which traditional culture and creative arts are being used in community-based programmes to facilitate healing and to further build collective strength among First Nations, Inuit and Metis peoples in Canada (4) . The AHF provides a 3-way framework describing the interrelationship between creative arts, culture and traditional healing and evidence that when given the freedom to choose, many community-based healing programmes overwhelmingly include the arts (4) .
Arts-based interventions have been particularly successful among youth (4Á6) and are increasingly being used to address several challenges faced by Indigenous youth (5) . There are a number of community-led initiatives using arts-based approach in Indigenous communities. For example, Blueprint for Life is a programme that uses hip hop to facilitate healing, build confidence, selfidentity and self-esteem and foster strong relationships among Inuit youth in the Arts (7) . FOXY is an arts-based participatory action research project using creative arts to empower teenage girls with sexual health decisionmaking (5) . Similarly, Taking Action uses creative arts as a tool for HIV prevention and awareness by training Indigenous youth to become leaders in their communities (6) . These initiatives have highlighted all the ways in which the arts can promote dialogue and raise awareness on various health issues, facilitate healing, build capacity, skills and confidence among youth, and strengthen connections between youth and their communities at large. Many of the outcomes described above, such as confidence, self-esteem, self-identity, healthy relationships, skill-building and empowerment, are important factors in building resiliency (8) . In the context of exposure to significant adversity, resilience can be understood as ''both the capacity of individuals to navigate their way to the psychological, social, cultural, and physical resources that sustain their well-being, and their capacity individually and collectively to negotiate for these resources to be provided in culturally meaningful ways'' (8) . Although engaging in the creative arts has been linked to positive effects on health in a variety of contexts (1) , little has been written about the potential role of the arts in building resiliency. Thus, the intent of this article is to share the outcomes of an evaluation of Kǫ ts'iìhtła, a creative arts workshop for Tłįchǫ youth, to contribute to the growing body of literature linking the arts to resiliency among youth.
The Kò˛ts'iìhtła project: an overview
Using the arts as a vehicle for empowering and building resiliency among youth was identified as an important potential strategy by the authors of this article and youth who attended a suicide prevention workshop in May of 2014 in Toronto. During the workshop, one of the authors, MM, shared a film he directed in his community on the topic of youth suicide. The film was created with the goal of engaging youth in his community and raising awareness about suicide in the community. Other Indigenous youth at the workshop also spoke about their connections with different forms of art, such as music and the spoken word. The idea behind Kǫ ts'iìhtła was generated during a breakout session where the authors and several contributors discussed the role art could play in building youth resiliency. At its inception, Kǫ ts'iìhtła was envisioned as a community-based and youth-led project.
Since MM was a member of the Tłįchǫ Community Action Research Team (CART) in the Northwest Territories (NWT), the project was built on existing capacity and established relationships with the community of Behchokǫ, NWT. Since 2009, CART was established with the goal of turning research into action and promoting health among children and youth in the Tłįchǫ region. They evaluate community issues through participatory research-based programming and arts-based approaches to research. Guided by the Healing Wind Advisory Committee, a committee of Elders and community representatives, CART integrates knowledge of Tłįchǫ values and beliefs into their work at all stages of programming and research processes. Over the years, CART have created a strong foundation in using artsbased participatory methods to engage youth voices, build capacity and create healthy and supportive youth communities (9, 10) .
The Kǫ ts'iìhtła (''We Light the Fire'') project was a 5-day creative arts and music workshop for youth which ran from August 11 to 15th, 2014, in the community of Behchokǫ, NWT, with the aim of empowering youth to explore critical issues facing their community and their lives and to find solutions together using the arts. The project was hosted by the Tłįchǫ CART in Behchokǫ and originally stemmed from the need to address high rates of suicide in northern Aboriginal communities. While suicide prevention among youth was the original impetus for the project, the workshop took a strengths-based approach by focusing on empowering and building capacity amongst youth using the creative arts.
Kǫ ts'iìhtła aimed to build resilience by ensuring that youth have ownership of the workshop and its outcomes. Youth were given the opportunity to identify topics or issues they wanted to address based on what was important to them. The project also focused on building a culturally relevant space for youth to engage with the creative arts by celebrating Tłįchǫ culture and offering workshops led by Tłįchǫ creative mentors. The Tłįchǫ CART recruited Indigenous facilitators to deliver the programming, 3 of the 5 facilitators were Tłįchǫ and from Behchokǫ. During the workshop, participants were encouraged to share their stories and took leadership roles in directing their focus for the creative art projects. Facilitators grounded their workshops on the principal of reciprocity and shared learning and dedicated time to share their personal stories with the participants. In doing so, this workshop created an open and safe space to share stories and promoted cultural relevancy through youthidentified topics.
Additionally, Kǫ ts'iìhtła responded to the need to improve availability, access, cultural-safety, quality and continuity of mental wellness and addictions programming in the NWT, a long-standing priority of the Government of the Northwest Territories (GNWT). Recently, the dearth of prevention and early intervention programmes targeting children and youth mental health and addictions issues was identified as one of the most critical and persistent service gaps in the NWT (7). While supporting youth-led strengths-based mental wellness programming, Kǫ ts'iìhtła also shared many of the same community wellness goals as the Tłįchǫ Community Services Agency and those of the GNWT's Mental Health and Addictions Action Plan (7). These goals include engaging youth communities in discussion of mental health and addictions challenges, developing approaches to share best practices among communities and regions, developing strategic communication plans to deliver ongoing mental health and addictions, stigma, suicide prevention and resiliency-related campaigns, and building community capacity for community-led initiatives to support mental wellness (7) .
Thus, the overall goals of Kǫ ts'iìhtła were twofold: to engage and empower youth to explore critical issues in their communities and lives and to find solutions together using creative arts (art as vehicle for social change), and to build resiliency amongst youth and promote healthy minds, bodies and spirits through the arts (art as vehicle for promoting healthier youth and communities). The objectives included: (a) building confidence and personal/artistic skills among youth participants, (b) connecting youth with one another and to positive role models and (c) demonstrating to youth how art can be a way to express oneself and to deal with various issues in our lives and communities (Fig. 1) .
In doing so, the project aimed to:
a. Build on the collective and individual strengths of youth. b. Provide an opportunity for youth to engage in the arts and to voice their thoughts/beliefs/emotions using the arts. The objectives of Kǫ ts'iìhtła:
a. To provide a mentorship opportunity for youth to learn artistic and personal skills from local, Indigenous artists and from their peers. b. To develop youths' resiliency, confidence, self-expression and skill-set through music and creative arts. c. To provide resources and a safe space for youth to discuss pertinent issues in their communities and lives and to find solutions together using the arts. d. To share youth participants' artwork and messages with other youth in their community and around the world, if they desired. e. To develop a community-led, youth-driven model for continued youth engagement in the arts in Behchokǫ and explore implications for circumpolar regions.
Current study
The goal of this study is to evaluate Kǫ ts'iìhtła and identify successes, challenges and unexpected outcomes that occurred during the workshop. The present study describes our evaluation method, key findings and lessons learned. Additionally, this study has catalysed the development of community-oriented knowledge translation resources and toolkits to support creative arts programming for Indigenous youth. 
Method Partnership
The evaluation of Kǫts'iìhtła was a collaborative, communitybased research project led through a partnership between the Tłįchǫ CART and the Institute for Circumpolar Health (ICHR). Two research assistants from ICHR and the social programme coordinator with CART developed the evaluation framework and tools and assisted with data analysis. The research assistants from ICHR supported workshop planning, data collection and analysis. All participants within the partnership participated in the authorship of the article.
Participants
Youth were recruited to participate in the workshop through many ways: Tłįchǫ CART staff, in-person presentations, promotional posters ( Fig. 2) , word of mouth, radio and social media. Nine youth participated in the workshop overall, with an average of 5Á6 youth per day. Several of the same youth came consistently for all 5 days, and other youth were introduced to the programme midweek from their friends who were already participating. All youth were Tłįchǫ and from the community of Behchokǫ, NT. The youths' ages ranged from 13 to 22; there were 4 females and 5 males overall. Five youth were unavailable to complete the youth feedback questionnaire because they did not attend the last day of the workshop. Four youth completed the questionnaire, whose ages ranged from 14 to 22; there were 2 females and 2 males overall. Five Indigenous artist facilitators delivered the creative arts programming. Each facilitator brought a diverse set of artistic backgrounds and expertise, which included spoken word, sound production and design, film, photography, multimedia arts, jewellery making and visual arts. All 5 facilitators participated in the evaluation.
Evaluation framework
An evaluation framework was developed to identify the successes and challenges associated with the programme, ways, outcomes and impacts can be increased, and to understand the benefits participants received from being involved in the creative arts and collaborative projects. These evaluation findings are intended for use by community governments, youth organisations, and programme coordinators to provide insight and improve future youthdriven, strengths-based and creative-arts programming. Correspondingly, the evaluation framework and tools aimed to capture both process (evaluating the activities and events that occur as part of implementation, what are the strengths and weaknesses of day-to-day operations, how can these processes be improved) and outcome (evaluating the extent to which programme goals and outcomes have been obtained) objectives. In doing so, the framework details the evaluation objectives, respondent(s), indicators, methods and timing of data collection. The evaluation framework is described in detail in Appendix A.
Data collection
Programme evaluation was integrated throughout the entire workshop. Observational data were collected every day by recording youth attendance numbers, different activities youth engaged in that day and comments from conversations facilitators and research staff had with different youth about their art and the art mediums they were working with. At the end of each day, a focus group was conducted to explore youth and facilitators impressions about the day and their experiences. Field notes were taken, and at the end of each day facilitators wrote a reflection. Two sets of questionnaires were developed, one for youth participants and one for artist facilitators. Both questionnaires were administered and collected at the end of the workshop. The youth questionnaire assessed 6 main areas: (a) recruitment, (b) satisfaction; (c) areas of success and areas in need of improvement; (d) cultural relevancy and appropriateness; (e) personal impact and (f) desire to continue engaging in the arts. The facilitator questionnaire assessed 6 main areas: (a) satisfaction; (b) areas of success and areas in need of improvement; (c) challenges encountered; (d) experience working with youth; (e) overall impressions and (f) continuing youth engagement and capacity building in the arts. Sample questions from the youth and facilitator questionnaire can be found in Tables I and II , respectively. Finally, practice and field notes were incorporated to support the monitoring and evaluation of the workshop and contribute to organisational learning and capacity development. 
Data analysis
All data, including the participant and facilitator questionnaires, focus group notes, reflective practice notes and field notes, were de-identified, cleaned, transcribed and entered into Microsoft Word. Data were analysed using an adapted version of the triangulation protocol described by Farmer et al. (11) . Two researchers conducted a separate qualitative thematic analysis of each data source respectively. Three types of triangulation were used to analyse the data: a. Multiple Investigators (''involving 2 or more researchers in the analysis''): Two researchers independently analysed the data sources and compared results. b. Methodical (''using more than one research method or data collection technique''): Results were analysed from various methods of data collection (questionnaires, focus group notes, reflective practice notes and field notes).
c. Data Source (''using multiple data sources or respondent groups''): Three perspectives were represented in the data analysis (programme coordinators, facilitators and participants).
A ''convergence-coding matrix'' was created to display the themes that emerged from each data source on 1 main page using Microsoft Excel. Findings were coded for agreement, partial agreement, silence or dissonance. Two researchers then assessed the findings for convergence, completeness and compared the level of agreement between researchers. The emerging themes were discussed and agreed upon by 2 researchers. One researcher structured the main findings into groups, which were reviewed and agreed upon by all authors.
Results
The data were compiled and grouped into the perspectives of the youth, facilitators and art outputs. Youth perspectives Youth were recruited to join the workshop through a variety of strategies. The youth participants reported hearing about the workshop either through posters, word of mouth or speaking directly with CART members. The youth participants gave different reasons for wanting to join Kǫ ts'iìhtła including, an interest in learning more about the arts, like film and media, and to improve their artistic skills. Others gave reasons such as having friends who joined, wanting to get out of the house and do something or wanting to have fun. One youth participant wrote, ''I joined because I wanted something to do, to get out of the house and participate.'' The majority of youth participants said that the workshop met their expectations; however, some commented that they wished more people joined. When asked what components of the workshop they liked, youth participants wrote about having had the chance to learn and engage with different forms of art, like photography, painting, singing, filming, working on the music video, etc., as assets. They commented on how it was fun to take part in and new for them. When asked about components of the workshop they did not like, responses were minimal. However, some identified wanting to see more youth involved in the workshop. Many of the youth participants also said that they wanted to pursuit arts after completion of the workshop. Some were interested in learning more about or continuing street art, while 3 out of the 4 youth who responded to the survey wanted to pursue film. All youth participants also found the workshop to be fun and engaging, citing being provided with food, meeting new people and avoiding boredom as reasons for why they thought the workshop was worthwhile. Three out of four participants said that they wanted to take part in more workshops like Kǫ ts'iìhtła and suggested having art and music programmes after school in the community. Most also found the workshop to be culturally relevant and felt comfortable working with the facilitators. Some of the female youth participants, however, pointed out that they only felt comfortable working with the female facilitators. All of the youth said that they gained something positive from the workshop, responses were mainly from making new friends and learning new art skills. All of the youth expressed a strong desire to share and disseminate their artwork.
Facilitator perspectives
Facilitators completed an open-ended questionnaire and took part in debrief sessions following each day of the workshop. Qualitative findings from the facilitators provided useful feedback on the process and functioning of the workshop as a whole, as well as its success and challenges. While the facilitators found the workshop to be successful in achieving its goals, in the products made and importantly, in the relationships formed, many identified components of the workshop that could be improved for the future. Facilitators and youth participants both said that having more youth participants in attendance and a balanced student: facilitator ratio would have strengthened the success of the workshop. Facilitators also suggested focusing in on 1 or 2 art forms and a couple of finished products, which could have allowed for a more in-depth learning experience and an easier time discussing and producing a final piece of art. More structure and pre-planning sessions also could have helped with this. A couple of the facilitators also suggested establishing a theme for the final art products on the first day; however, while this may have helped focus the workshop activities, youth participants may not have felt comfortable on the first day discussing certain sensitive topics. Other suggestions included training facilitators on the local history and culture in preparation for the workshop and also reducing the amount of music and recording equipment so as not to intimidate the youth from trying it. To further improve the workshop by making the activities even more youth and community led, facilitators recommend sharing the art products at a community event (if the youth express an interest to do so and feel it is appropriate). Furthermore, they stressed the importance of ensuring that youth have access to supplies, necessary equipment and space upon completion of the workshop so that youth can continue to develop their interests in the arts of their choice.
Overall, facilitators found the workshop to be a positive experience. They commented that not only did participating in the workshop build confidence in themselves in their new role as a facilitator, they also recognised striking changes in confidence among the youth participants. One facilitator wrote, ''the workshop seemed to increase the students' confidence in the art forms and overall personality, as many of them came out of their shell by the end of the week.'' In their conversations with the youth participants, facilitators also found that youth commented on how the workshop taught them new skills, and provided new possibilities and opportunities for them to explore the arts in the future. Finally, facilitators talked about the relationships formed between themselves and the youth participants as being one of the most positive components of the workshop.
Art products
By the end of the 5-day workshop, youth participants and facilitators collaboratively created a mural (Fig. 3) , music video and short film, each representing different themes, challenges and hopes discussed by the youth. The process involved brainstorming all together or in small groups what they wanted represented in their art and how they wanted it represented. The process of brainstorming brought up significant points of discussion for the youth participants, allowing them to express their concerns, hopes and visions for their community and lives. Pictures from the music video production and lyrics for the music video can be found in Appendix B.
Discussion
Overall, we found that youth participants had a positive experience participating in Kǫ ts'iìhtła because of 4 main factors: they developed new skills, had positive interactions with facilitators, found the workshop to be culturally relevant and enjoyable and used the arts to talk about community issues and visions for change. All of the youth participants identified having gained new skills in the arts and all expressed an interest in continuing and building on their artistic skills after completion of the workshop. Youth gained skills in visual arts, music and music production, film-making, photography, song writing and spoken word.
Facilitators also found that several of the youth showed a noticeable increase in confidence over the course of the workshop, with many transitioning from very shy to confident by the end of the week. A second important success of Kǫ ts'iìhtła, as identified by participants and facilitators, was the positive interactions and relationships formed between the youth, and between the youth and facilitators. Many of the youth participants had the opportunity to spend one-on-one time with the facilitators, giving them a chance to build on their artistic skills but also to share their thoughts, concerns and aspirations and to hear facilitators' advice and personal stories. There were opportunities for bonding, learning and sharing between the youth participants and facilitators. Youth participants also found the workshop to be culturally relevant, because it was based on Tłįchǫ values and traditions (11) of ''being strong like 2 people,'' where ''young people are strong physically and spiritually; determined yet cautious; able to read the environment for survival,'' ''work as part of a community,'' and share and learn on the land (p. 13). Youth participants and facilitators also saw the workshop to be successful because it was led by Indigenous youth artists, some of whom were from the community of Behchokǫ.
All of the participants found that the workshop to be fun and enjoyable, and many said that they looked forward to coming to the workshop each day. We observed that youth took pride in their individual and collective artwork, such as the music video, short film and mural, and expressed an interest in sharing their artistic products with other youth and others in their community. Finally, the workshop functioned as a catalyst for discussing issues and visions in their community and lives. One-on-one and in groups over the course of the workshop, the youth participants began to share about challenges such as alcohol use, cyber bullying and suicide and employment, as well as positive aspects of their community and visions for their own and collective future through the artwork and in conversations. This was displayed through their collaborative music video and mural, which participants hoped others in the community would see and would stimulate conversation about challenges, strengths and changes in the community as a creative and inspiring method of knowledge translating and sharing.
While we are still in the process of arranging for youth participants to display and discuss their work at the upcoming Tłįchǫ CART's Annual Youth Conference, our experience from Kǫ ts'iìhtła has shown us that the arts have the potential to build resiliency, form relationships and stimulate discussions for community change amongst youth in the North. We also created a communityfriendly version of this report to share with Tłįchǫ communities and others interested in developing or running community-based creative arts programming for youth in their own community. Positioning the project within the community's health authority and building off the established strengths of CART promoted project sustainability.
Lessons learned
a. Flexibility is essential. Each day the structure or agenda for the day should be re-evaluated and adjusted accordingly depending on the number of youth participants, available facilitators, youths' interests, space and facility restrictions and other circumstances. b. It is important to balance structure and nonstructured time throughout the workshop, providing ample opportunities for youth to collaborate and engage in a new art form art, while also providing the space and time for youth to autonomously choose what suits their needs. c. It is as important to facilitate group building and cohesiveness as it is to facilitate individual growth. However, group activities, such as sharing circles, cannot be ''forced,'' they often happen organically over the week, as participants become more comfortable with one another. d. It is important to create a safe space by establishing ground rules as a group. This gives youth participants the opportunity to share, if they choose to, and feel safe about it while also reminding the group to respect the confidentiality of others. e. Youth participants should have ownership over their art. They choose what, how, where and when they wish to showcase their artwork. f. The workshop should have ample opportunities for youth collaboration and sharing of talents and skills. g. Artist facilitators should not only be skilled in their respective art medium but also have some shared ground or experience with the youth. h. Depending on the number of youth and their interests, it may be worth selecting only a few types of art that met the needs and interests of youth participants rather than having too many activities going on. i. Ensure there is an appropriate ratio of facilitators to youth (approximately 1 facilitator per 3Á4 youth). j. Create a safe, culturally relevant, respectful and creative environment for youth participants. k. It is important to determine what the workshop goals and objectives are and whether the project will be ''process-driven'' (the process of making the art has benefits and is valuable in and of itself) or ''productdriven'' (product has a value, e.g. mural will be put up in the community or music video will be shared with other youth online).
Limitations
There are a number of limitations to our results. First, Kǫ ts'iìhtła participants were self-selected. Only youth who were interested in creative arts or were available for the week would sign up to participate. Only 4 youth completed the full questionnaire, limiting our ability to generalise results to the whole group. With such a small sample size, it is difficult to make any firm conclusions. However, we did get input from youth through other means from the debrief and focus group sessions, from observational data and field notes, as well as from all facilitators, which has provided us with more data than just the questionnaires. Second, youth who attended the workshop in some cases were variable, with some youth dropping out within the first couple days while others joined later in the week. As a result, we do not have consistent data from all youth and are missing data from those who dropped out early as to the reasons why they did not continue. Although others in the group have informed us that work schedules, particularly mining shift work, may be responsible for the gaps in attendance.
Next steps
Youth expressed an interest in continuing their engagement with the arts and desire to share their messages with other youth and others in their community through their artwork. They shared their views that the music video and film can be used as a way to connect with youth across the world and to establish shared experiences, support and empowerment. Participants had a strong desire to share their work online through well-known media and social-media websites, as well as to share their work with the community as a whole through a community showcase or event. Thus, we are presently working with the youth and some key partners to discuss how their artistic achievements can be shared with others. In particular, some of the art products will be featured at the upcoming Tłįchǫ CART's Annual Youth Conference. We are also working with community partners to see how we can integrate art activities into existing community initiatives. The goal of Kǫ ts'iìhtła is to be a communityled and youth-driven initiative to continue supporting creative art opportunities for youth in circumpolar communities.
Conclusion
Evaluation results from Kǫ ts'iìhtła, a pilot creative arts and music workshop held in the summer of 2014 for youth in Behchokǫ, have shown the potential for art to be used as a medium for building resiliency, forming positive relationships and stimulating discussions on community change among Tłįchǫ youth and shows potential for Indigenous youth in Northern Canada. As this was a pilot community project with a small number of participants, we encourage others to continue examining the role of creative arts as a tool for social change among youth communities and share findings. By substantiating the existing literature on arts-based health promotion programmes for youth, we hope that these results can be used to support the sustainability of arts-based programmes for Indigenous youth. Next steps will involve helping to build a knowledge exchange platform for Kǫ ts'iìhtła youth to share their artwork with others with the hope to stimulate youth-led discussions within and across communities in the circumpolar regions. 
